Gould goes on to argue in the last chapter that Mallarme's writing enacts "virtual" equivalents to the actual performances of dance and music that fascinated him. For example, the faun in the "Apres-midi" not only acts out obsessive fantasy scenarios but analyzes them theoretically; he is both performer and critic, although never at the same time, and therefore can never reach an entirely satisfactory conclusion.
focus on Hugo in chapter 3, a close reading of a narrative intrusion at the beginning of La Foret mouillee (the earliest of the plays conceived for Theatre en liberte) provides the basis for reinterpreting his personal crisis of 1854 in terms of a larger "crisis of subjectivity."
To my mind, the best chapter of the book is devoted to the Tentation de Saint Antoine of Flaubert. Here Gould's reliance upon a structural-psychoanalytic (Laplanche's and Pontalis's) view of fantasy provides a powerful framework for understanding the fluid and parallel status of both Saint Anthony and the narrator and for moving on to analyze the Tentation in terms of overall structure and narrative technique. Here again, the author's close readings of crucial passages (in particular, the opening) lay a strong basis for a number of persuasive observations-for example, that Flaubert "recreates, in one 'thrust of style,' the theatricality inherent in the very act of reading and writing" (p. 140). Gould goes on to argue in the last chapter that Mallarme's writing enacts "virtual" equivalents to the actual performances of dance and music that fascinated him. For example, the faun in the "Apres-midi" not only acts out obsessive fantasy scenarios but analyzes them theoretically; he is both performer and critic, although never at the same time, and therefore can never reach an entirely satisfactory conclusion.
One might take issue with certain broader points of interpretation-for example, the emphasis upon the "openness" of Platonic dialogue-as well as with certain handlings of intellectual history: the place of Le Neveu de Rameau in the history of philosophical dialogue, and the parallel between the crisis of early fifth-century Athens and the "crisis of subjectivity" in late eighteenth-century Europe. Nevertheless, Gould's readings of specific texts, especially Flaubert, are consistently challenging. This original book offers provocative readings and makes a strong case for revising the very notions of theater and theatricality. Cafarelli's argument gets off to a challenging and provocative start, but her book fails to live up to its thesis. Cafarelli initially offers to define collective biography carefully, but as her book develops, the definition seems often to be forgotten. Johnson, too, recedes; Cafarelli does not fail to find some interesting evidence of Johnson's influence upon Romantic biographical narratives, but she has difficulty making the influence connect with her definition of collective biography, even though this genre is handled so loosely that essays by Wordsworth and Hazlitt turn out to be examples of it.
To the extent that a book deals with defining generic influences, its argument can be only as useful as its definition of genre. Besides the problem of losing sight of her early definition of collective biography, one has to question how well Cafarelli has selected the key terms of her definition. They are, to repeat, "subjectivity rather than objectivity, heuristic inference rather than proof, paratactic innuendo rather than univocal interpretation, and truth rather than accuracy." The first pair of antonyms is notoriously hard to define; the second pair denotes two mental operations that are not antithetical at all; the third also creates a false appearance of antithesis; and the fourth, despite Johnson's allegiance to general truth and his impatience with minutiae, would probably have made him expostulate: "Madam, we may have both truth and accuracy, and save ourselves the trouble of choosing!"
Cafarelli tries to make her definition more precise by focusing on the notion that collective biographies must have some meaningful sequence. Mere alphabetization by the subjects' last names can never be meaningful, for there must be "a sustained ideological program [that] emerges" from the sequence (p. 5); yet sorting lives chronologically rather than alphabetically seems fraught with significance for Cafarelli. Confusingly, she says that "we must distinguish between collective biography as a linear but discontinuous narrative based on a specifically ordered sequence and collective biography as an episodically random but intellectually cumulative narrative" (p. 6). The dichotomies blur and become indistinct as this sentence swims before the eyes. By definition, a sequence must have some degree of continuity in order to be a sequence. One needs to know precisely what sort of continuity and what sort of discontinuity can be credited, and why, rather than looking (as Cafarelli at points seems to do) for any sort at all. After these opening gambits one waits to see whether Cafarelli's contrarieties can hold her book together.
As it turns out, Cafarelli's argument does not become stronger when the definition is applied to specific cases. The question of meaningful sequencing is an awkward one in regard to Johnson's Lives, for its constituent biographies were initially meant to be published as separate prefaces to individual volumes, and the order of the Lives in their collected form was established, as Cafarelli acknowledges, by "the accidents of publication history rather than . . . 
